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EXTEMPORIZATION. 



PART I.-OF THEMES. 



CHAPTER I. 

PRELIMINARY. 



Improvisation, or extemporization, is the art of creating and performing music at one and the same 
time. 

As music is the combination of well-balanced rhythmical phrases, welded together by the symmetry of 
form, so the mere rambling from chord to chord, without aim or design is not extemporization, since it is 
not music. 

It is frequently said that the power of " creating and performing music at the same time " is a gift, 
but this is only true to a very limited extent. " Fancy," or the " power of imagination," is undoubtedly a 
gift, and to this power the student must turn for the invention of his original themes, and of the phrases or 
figures that he will need in the development of his movements. To this extent, therefore, the beautiful 
German word for improvisation — " phantasiren " to " fancy " — is appropriate. 

But beyond this power of imagination, which will only assist the musician in the origination of bis 
themes, there is the great power of " development," on which he will depend, to work out from this created 
theme the completely-balanced movement. And while the creation of melody is a gift, the power of 
development is to be readily attained by properly directed study. 

Nor must the student approaching the art of extemporization fear that the absence of the gift of 
creating melody may frustrate the attainment of his object. Let him remember that the creation of 
" original " melody is a great rarity in the present day, but that the power of imitation is possessed in a 
greater or less degree by all. 

If, therefore, unable to create an absolutely original theme, let him base his movement on a theme 
shaped like someone else's original theme, his working out of it is certain to be different, and by degrees 
only the " style " of the theme will be not his own. 

Finally, let him who would extemporize without due form, and without any attempt at development of 
his theme, remember — that rambling incoherence, without form or design, is meaningless, valueless, and is 
not music, which alone attains its power and effect over mankind by the directness and force it contains in 
the perfection of its rhythm, the even balance of its parts, and the complete connection of its varied 
sections. 

It is pre-supposed that the student, in taking up the study of extemporization, is already 
thoroughly acquainted with harmony, and with the resolutions of the various discords of modern theory. 
Without this previous knowledge, it would of course be impossible to adequately study this branch of the 
musical art. 

As extemporization lies chiefly within the province of the organist, this work is designed more especially 
for his use. Yet all that applies to the extempore playing of the organist, who needs it so frequently in the 
exercise of his duties, applies equally to the pianist desiring to acquire the same power. 

The present work treats the subject in two sections, firstly, the extemporization of the theme, and 
secondly, the development of the movement from such theme. ^ 



CHAPTER II. 



TO EXTEMPORIZE A THEME OF EIGHT BARS. 

1. The student will notice that, at the outset, his attention has to be given in three directions : 

(a) The melodic basis of his theme must be accurate ; and 

(6) The harmonic basis that supports his theme must be correct ; and further, 

(c) His memory must retain both melody and harmony so that both can readily be repeated. 

MELODIC BASIS. 

2. Treating first of the melodic basis, he will note that, with very few exceptions, all melody proceeds by 
rhythm offow bars (sometimes of two bars), at the end of which this member of the musical sentence comes 
to a more or less decided close. 

3. Taking the shortest form of melody (that of eight bars), and giving the student the opening four 
bars, his first exercise is to extemporize four bars more of melody only. 

4. Taking the following theme as an example : — 
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we notice that, as to its melodic basis, it begins on the third beat of the first bar, flows by three bars of three 
crotchets each, to the fourth bar, which contains a minim, and ends on the fifth degree of the scale. 

All good melodies are formed of portions or periods, which have a symmetrical affinity to each other 
not unlike the affinity of rhymes in poetry. 
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3rd Phrase. 



" Home, Sweet Home. 
4th Phrase. 



fi 



r?-r 



^^3 



-^^-^nq 



5t=at 



^ • 



2. 



^jifiJ'lJlJrf^^^ 



" Lorelei," German Volkslied. 
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Wiegenlied, Schubert. 
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Huntsman s Chorus," Weber's Der Freischiitz. 
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' Vedrai carino," Mozart's Don Giovanni. 




Menuet from Sonata for Piano, Beethoven, Op. lo. No. 3. 
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Duet, " Ah ! dearest child," Dvorak's Spectre's Bride. 
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The student will note that in all the above examples, taken from all styles of music, the affinity, 01 
rhyming of the phrases, is at once observable. That the grouping of the phrases may be the more readily 
observed, the termination of each has been marked by a double bar. 

In the previous examples, the rhyming has taken place between the first and third strains, and between 
the second and fourth strains, but it is by no means to be understood that this is always the case with 
melodies. 

In poetry it has often been suggested that rhjmies might be as symmetrical at the commencement of lines 
as at their close ; this is actually done in music, where frequently the affinity by which several strains may 
be linked together may arise by the resemblance or rhyming of the commencement only of two phrases. 
More •vrill be found on this subject in Chapter III., § 2. 

As all good melody thus rhymes as to its various members, the student has now to take the short 
melodic phrase of four bars, and add to it four bars more, properly rhyming, and completing the theme by 
ending, at first, on the tonic. 



1st Phrase of four bars. 
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2nd Phrase (6) 
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2nd Phrase (c) 
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Examples {a) and (b) rhyme more or less closely and without modulation ; at (c), a transient modulation 
through the key of A (the relative) minor is made ; at {d) a similar modulation through F (the subdominant) 
occurs. But in all the melodic outline is strictly retained. Had such lines as either of the following been 
added, the student will see that, although rhythmically accurate, the melodic symmetry of the theme would 
be destroyed. 
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5. Exercise 1. — Take the melodic phrases, Nos. i to 20 at the end of this chapter, and extemporize 
four additional bars of melody, in various ways to each theme, maintaining the rhyming and closing on the 
tonic. 



6. As most melodies extend beyond the limit of eight bars (though still progressing by four-bar rhythm), 
the student has now to add a melodic member of four bars, ending on some chord other than the tonic, so that 
(as will be shown in Chapter III.) another complete phrase of eight bars could be added. 

When finishing not on the tonic, the dominant— approached either by a half close (imperfect cadence) 
or by modulation — offers itself most readily as concluding chord. 

Thus to our original theme we might add, (§•) (A) four bars with half-close on the dominant chord, {i) (j) 
four bars with half close in the dominant hey, (h) (I) four bars lending in other attendant keys. 



(g) Compare with (a). 



(h) Compare with {b). 
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(;■) Original phrase repeated in (g). ' 
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{k) Compare with (c). 



(Q Compare with [d). 
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to A minor. 
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to F major. 



7. Exercise 2.— Take the melodic phrases, Nos. i to 20 at the, end of this chapter, and extemporize 
four bars in various ways, and ending in any of the methods mentioned above, i.e. : 

{a) Ending on the dominant chord. 

(b) Ending in the dominant key (modulating). 

(c) Ending in any of the attendant keys. 

(d) Ending on the dominant of any attendant key. 

HARMONIC BASIS. 

8. The student has now to turn to the harmonic basis. 

Firstly, let him note that as, in the development of any movement, the recollection of the first theme 
is of primary importance, he must, from the outset, endeavour to completely retain in his memory the 
harmony he places to his opening theme. 

9. Simple harmony will at the commencement prove best. Thus our theme given above could be 

simply treated as at m and n below. 

Other Endings. 
(j») I , _ (") *° Dominant G. (o) to key of G. 
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The harmonic basis is here only one chord to each bar : First bar, tonic ; second, 6th on F ; third, 
dominant ; fourth, 6th on E, ending on the inversion of the tonic chord. At (») another ending is given with 
a passing use of the dominant 7th on D, but resolving on the dominant 7th on G. At (0) a distinct 
modulation into G is effected. 



10. It now remains to add harmony to the four-bar melodic phrase, which we have already evolved to 
complete our melody in the tonic or in an adjacent key. 

Harmonic simplicity is still desirable, but the special use of certain chords comes prominently before 
the student. 

A supertonic chord leads naturally to the dominant, and so prepares the way readily for the perfect 
cadence. Thus, in the key of C : 

1 2 3 4.5 
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Examples i, 2, and 3 show the use of the triad and seventh on the supertonic ; example 4, the chromatic 
triad (with sharpened t^ird) on the supertonic ; example 5, the supertonic seventh, all resolving either 
directly on the dominant chord, or else arriving at that chord through the six-four on the dominant. 

Taking our old four-bar phrase marked {b) and its altered form {h), also (c) and its altered form {k), as 
examples, we might thus extemporize harmony to them, to connect with the harmony already given (at m 
above) to the first four bars. 
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Note. — At (h) the closing chord on the dominant is approached from the tonic chord. 
* The asterisk denotes the use of the supertonic chord to precede the dominant. 
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Exercise 3.— The student has now to take Nos. 21 to 40 at the end of this chapter, the harmonies 
being given, and to extemporize four bars more, with accurate melodic and harmonic basis, and with various 
endings, as suggested in paragraph 7, 



Exercise 4.— Take the melodic themes, Nos. i to 20, extemporize harmony to them, and add four bars, 
to complete each in either of the various ways mentioned above. 

The harmonization of each theme and the new extemporized portion must be firmly fixed in the mind, 
so that the student can repeat the whole at once. 

Exercise 5. — Write out a series of at least twenty themes, capable of extemporary development, and 
submit them to your master for his criticism. 

Exercise 6. — Extemporize the whole of the eight bars (creating the theme also) in the presence of 
your master, he suggesting key and time. 

MELODIC THEMES. 
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HARMONIC THEMES. 
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CHAPTER III. 

TO EXTEMPORIZE A THEME OF SIXTEEN BARS. 

1. In the previous chapter it has been shown how to extemporize an eight-bar phrase ending, not on 

the tonic, but — 

(a) On the dominant. 

(&) In the dominant. 

(c) In any other attendant key. 

(d) On the dominant of an attendant key. 

Our next work is to add to such a phrase of eight bars a further phrase ending in the tonic. 

MELODIC BASIS. 

2. The affinity, or rh)niiing of the phrases or members of a melody, has already been alluded to. As 
our melody has now to consist of four members, each containing four bars, it is evident that this rhyming 
may occur in various ways : — 

(a) Phrases i, 2, 3, and 4 may all rhyme. 

(6) Phrases i and 2 may rhyme with each other, and 3 and 4 may also rhyme. 

(c) Phrases i and 3 and 2 and 4 may rhyme. 

(d) Only phrases 2 and 4, or even phrases i and 4, may thus rhyme. 

(e) Phrases i, 2, and 3 may rhyme, while 4 is free. 

I. Minnelied, Mendelssohn. 
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Example 1. Lines i, 2, and 4 rhyme, while 3 has a species of internal rhyming. 

Example 2. Lines i and 2 rhyme, as also 3 and 4. 

Example 3. The rhyming is obtained by the short phrase of four notes with which each strain closes. The strange 
five-hax rhythm is occasioned by the words " muss scheiden," with which each line ends. 

Example 4. Lines i and 4 only rhyme. 

Example 5. Lines i, 2, and 3 rhyme, forming a rosaUa, while 4 is free. A rosaUa is a melody, in which the subsequent 
phrases are repetitions of the first phrase at a regular interval of pitch As in a sequence, so in a rosalia, it 
is never advisable to repeat the phrase more than twice, making three with the original phrase. 

3. Taking our original melody from Chapter II., and adding four new bars not rhyming with our first 
four, we then proceed to add the new complete phrase of eight bars, maintaining the affinity or rhyming of 
the members of the melody by making its first four bars rhyme with the original four, and its second 
four-bar phrase with the last of those newly added. 
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Here phrases I. and III. rhyme, as do also II. and IV. The end of the second phrase occurs on the 
dominant chord, the end of the third phrase on the subdominant chord, while the whole finishes with a 
perfect cadence in C. 

4. Although the balance of a melody thus completely rhyming is, perhaps, more agreeable to the ear, 
still a far less amount will yet suffice to give the effect of symmetry to the theme. 

I. II. III. IV. 
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Here there is hardly any rhyming to be found, except the resemblance of the opening of phrases I. 

and IV. 

I. IV. 
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Here, then, we have the rhyming taking place, not, as in poetry, at the end of the line, but at the 
commencement {see Chapter II., paragraph 4). In phrases II. and III. there is a species of internal rhyming 
in each phrase, which doubtless aids the general effect of unity. Such internal rhyming is also present 
in paragraph 2, Example I. (third line). Example 3 (second line), and Example 4 (third line). 
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Exercise 7.— To the following melodic phrases of four bars, add twelve more, making in all sixteen 
bars, consisting of four four-bar-phrases, maintaining the unity of the melody by means of some variety of 
rhyming. 

41 



P 



43 



42 






W 



?2= 



-firm^ 



t^ 






:^ 



44 



i 



&z 



122 



PE 



=?2-^ 



45 G minor . 



^^ 



^3 



^ 



46 



f'hr; i Lji.r rc„riJ, ^^ 



£fe 



47 


^^4-W *-^J J —- f g:r_^ : 



51 



Co» )»ofo. 



48 



i 



Si 



i^ 



49 



Co» moto. 



^ ^ 



i=l^ 






Z.e»fo. ,^^ «,. -^ 



^Q^ 



tP^— 1 — \ — ^r-^i- rd — \ — K — 


h 4 J_i- r^-^-^-- ,^-il^- 



52 



i 



Moderato. 



fe#=^ 



i^ 



S 



-^^ 



53 



i 



Allegretto. 






S 



?!?: 



^^ 



54 Menuet. 



m 



s 



s 



p f J 



^^ 



ti3= 



^ 



P 



55 



fe 



Lento. 



^ 



rJ^rJ 



zi: 



P= 



P r^ 



-g ;'— ^ 



'?::?'" 



56 



Andantino. 



5^ 



K>2j ^, r^jjiJj:^r i ra:r^ rpi-^^Tfl 



57 March. 



ptnsfTr 



^ 



PS 



^ 



58 Menuet. 



H\>^ [-77 j^ 



*< 1 I 



^ 



:^= 



12 



HARMONIC BASIS. 

6. The harmonic basis of a sixteen-bar phrase is attended with somewhat more difficulty. Firstly, it is 
necessary to seize at once on the melodic tendency of the phrase, in order that the right cadence may come 
at the end of each member of four bars. Generally the cadence will, as mentioned before, be one of four : — 

I. Half close (imperfect cadence) on dominant. 
II. Perfect cadence in dominant key. 

III. Perfect cadence in other attendant key. 

IV. Imperfect cadence on dominant of attendant key. 
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Having thus decided the cadence with which the second phrase of four bars ends, it is possible, and 
advisable to make the third phrase ryhme with the first. Thus if the second phrase ends on the dominant, 
we may repeat all or part of the first phrase in the original tonic, while if the second phrase end on the 
dominant of an attendant key, the third phrase can consist of all or part of the first phrase transposed into 
that attendant key. Thus in example IV. above, ending on the dominant of D minor, it would be possible 
to transpose part of the first four bars into D minor for the third phrase. 

The student will notice, that by this seeming repetition of the opening phrase to form the third, he is 
not only greatly simplyfying his labour, but is also paying that due attention to the phrase-rhyming which 
forms so important a factor in a good melody. 
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Exercise 8. — Take the harmonic phrases 59 to 83 at the end of this chapter, and make harmonized 
melodies of sixteen bars, according to the following plans : — 

Plan I. 
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Plan III. 
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As specially suitable for Plan III., take Nos. 59, 67, 6g, 70 (3rd phrase in relative major), 79, 80. 
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Phrase i, with new 
cadence in tonic. 



The harmony may now become less simple, but the melody and harmony of the whole sixteen bars 
must be strictly remembered, so that at its close the student can repeat the whole. 
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8. The student is now recommended to extemporize the whole sixteen-bar phrase, creating his own 
opening theme. In doing this, he is reminded that many an excellent melody for extemporization may grow 
out of some very small, but equally striking little passage, as, for instance, the following : — 
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Endeavour also to obtain for your theme as much character and style as possible, as, with the exercise 
of a little energy, the imagination will soon grow more active, and produce themes with more life and 
meaning than those which, at the commencement of his studies in this direction, will come to the mind of 
the student. 

Exercise 9. — Write twenty themes of four bars in various styles, capable of extemporary development, 
and submit them to your master for his criticism. 

Exercise 10. — Extemporize the whole of the sixteen bars, creating your own theme, your master 
suggesting time and key. 



CHAPTER IV. 



TO EXTEMPORIZE THEMES OF GREATER LENGTH. 

1. In extemporizing themes of greater length, perhaps more appropriately called a melodic section, such 
as would stand subsequently for the opening section of a fully developed movement, we have but to extend 
the process on which we have already worked. 

2. Thus a twenty-four-bar phrase may easily be extemporized on the following plan : — 

Three Phrases of Eight Bars. 
I. _ 2. 3. 



Eight bars ending in tonic. 



Eight bars in dominant or 
relative minor. 



Repetition of first phrase 
of eight bars. 



Various modifications of this can be made, but the primary rule of form — that a return to the original 
key must conclude the melody — must not be forgotten. 

3. Still larger sections may be easily extemporized when the student has once obtained the power of 
manipulating the sixteen-bar phrase. 

A thirty-two-bar phrase, on the ancient binary form, is easy to work, thus — 

Plan I. 



I. 



Eight-bars in tonic. 



Second phrase of 

eight bars, related 

key. 



First eight bars in 
dominant. 



Second eight bars 

transposed partly to 

tonic. 



Or still easier — 



Plan II. 



Eight bars in tonic. 



2. 



Second phrase of 
eight bars, related key. 



First eight bars re- 
peated. 



Second phrase in tonic. 



A melody of forty-eight bars is of similar construction, consisting of three phrases of sixteen bars, of 
which the last phrase may be merely the repetition of the first phrase, to which a short coda, or concluding 
strain, may appropriately be added. 

THE CODA. 

The coda, a most useful, as it is simple, addition to our form, consists of a short phrase, often on the 
sustained tonic, added by way of additional cadence or elongated close at the termination of the melodic 
phrase itself. It frequently, in its simplest form, consists of the chord of the seventh on the tonic resolving 
into the subdominant, and thus paving the way for a plagal cadence. It will usually be found that some 
part of the theme will readily adapt itself as a figure for use in this coda, which thus serves to intensify the 
effect of rest and conclusion which the performer is desirous of producing in the mind of the listener. 

The following are several chord progressions, which are available by way of coda, over which some 
previously used phrase or figure, or, even if this is not possible, the rhythmical movement of such a phrase 
or figure may be worked, to maintain and continue the unity of the whole melody. 
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As a simple specimen of a forty-eight-bar phrase (with coda) the following may be examined : — 
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(a) First phrase of sixteen bars. {b) Second phrase of twelve bars. 

(c) Repetition of First phrase. (d) Coda. 

4. It is hardly possible, nor is it advisable or necessary to the student, to extend a theme beyond the 
limits given in this chapter, as it is far easier for the extemporizer to obtain more by developing the themes 
into movements. To this we turn our attention in the succeeding chapters. 

Exercise 11. — Extemporize for thirty-two bars according to Plans I. and II., paragraph 3, taking your 
themes from those already given, or from those written by you, and approved by your master. In each case 
terminate with a coda. 

Exercise 12. — Extemporize for forty-eight or more bars according to the following plan : — 

Plan for forty-eight bars. 



16 bars, ist phrase. 



16 bars, and phrase in 
related key. 



16 bars, ist phrase 
repeated. 



Coda. 



Use themes as above, terminating with a coda. 

Exercise 13. — Extemporize for thirty-two, forty-eight, or more bars, creating your own theme in the 
presence of your master ; key and time being suggested by him. 
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PART II.-OF MOVEMENTS. 



CHAPTER V. 



TO EXTEMPORIZE SHORT PRELUDES. 

1. Before it is possible to extemporize movements, it is absolutely necessary that the student shall 
have acquired the power and habit of completely retaining in his memory the melodic and harmonic basis 
of his theme. 

2. Possessed of this power, the following plan offers a simple means of extemporizing a short 
movement : — 

(a) A first section, like an extended melody, say of thirty-two or forty-eight bars' length, but without 
a coda, coming therefore to a definite cadence in tonic. 

(&) A second section in a related key, having new themes and presenting variety to the first section, 
although still maintaining the 'unity of the movement. 

(c) A short modulating passage, worked over the dominant pedal of the original key of the first section^ 

leading to :-^ 

(d) A repetition of the whole of the first section, adding now a short coda, based perhaps on a tonic 

pedal. 

Plan for Short Prelude. 



First section, theme 
in tonic. 



Second section, new 

themes in related 

key. 



Short modula- 
tion, on dominant 
pedal. 



Repetition of iirst sec- 
tion in original key. 



Coda, 
tonic pedal. 



The student will notice that it is not necessary to remember the second section. 

In commencing the extemporization of movements with two sections, an excellent plan is to write the 
opening of both sections before beginning. The following are some themes thus arranged : — 

Exercise 14. — The student has therefore to extemporize a first section on the first theme ; a second 
section on the second theme ; then to return and repeat the first section, and add a coda. 

3. Let the player always remember that the result of his extemporization is to be music, and therefore 
he must exercise taste and forethought in the method by which he presents his themes. Thus in a short 
organ prelude, if the first section has been in smooth flowing harmony, the second section can, with 
advantage, open as a solo accompanied, and placed either in soprano or tenor. So, also, much effect can 
be produced by the elegance of the coda, in which frequently a slight reference to the opening of the first or 
second section may be made. 
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(6) 2nd Section, in E minor. 
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(a) Andante religioso. 
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86 (a) Andante con tnoto. 
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87 (a) Moderato. Harmony to be adde d by the student. (6) 
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88 (a) Lento. 
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90 {a) As Trio. 



(b) B minor. 
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(a) Con moto. 
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(a) Allegretto. 
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(a) 



i M fj vl'^^ 
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(a) /4 ndante religioso. 
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(a) Co» moto. 
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(a) Moderato. 
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Exercise 15. — Write ten pairs of themes capable of extemporary development, and submit them to 
your teacher for his criticism. 

Exercise 16. — Extemporize short movements, creating both themes, your master suggesting key 
and time. 

MELODIC INTERMEZZO. 

4. Presenting not greater difficulty than this simple style of movement is that which we may term the 
" Intermezzo," or " accompanied melody." In this a definite melody of single notes may be placed in one 
hand, while the other hand and the pedal play the accompaniment to it. The middle section may be 
obtained by transposing the opening of the melody to a related key, and also to the other hand, returning 
to the old melody and the first arrangement for the repetition and coda. Of this we may make the 
following plan : — 

Plan for Accompanied Melody. 



-I 



First section, melody ia one hand, Second section, melody in related Repetition of first sec- Coda, 

accompanied by other hand and key and in other hand. tion, as before or 

pedal. varied. 

As a most beautiful specimen of this class, notice the Allegretto from Mendelssohn's Fourth Sonata for 

the Organ. 

Bars 3 and 4. ^ Bars 24 and 25. 
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Bars 44, 45 and 46 
— F 
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Exercise 17. — Extemporize short " accompanied melody movements " on the following themes, the 
opening of the second or transposed section being given in each case : — ■ 
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2nd Section, in F major. 
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ist Section. Modcratu. 
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Allegretto. 




2nd Section in E minor. 
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Andantino (ist Section in A minor). 
(a) Oboe Solo. 
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and Section in C majoi. 
(b) 
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(a) Ch. or Sw. 
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(a) Flute, con moto. 
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Lento. Ch. 
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2nd Section in B minor. 
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106 ist Section. 
Andante. 
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2nd Section. 
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Exercise 18. — Write six pairs of themes capable of development as accompanied melody movements 
and submit them to your master for his criticism. 

ExBFeise 19. — Extemporize short andante movements and " accompanied melody movements,' 
creating your owfn themes, in the presence of your master, he suggesting time and key. 
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CHAPTER VI. 

TO EXTEMPORIZE LONGER PRELUDES. 

1. The Andante movement in Sonata form makes now only a slight increased demand on the student, 
i.e. the power to remember and to transpose by memory at least the opening, if not all, of the second 
section. 

THE EXPOSITION. 

2. Before this, however, let him practise the extemporization of expositions, i.e., a first theme or 
section, a slight bridge, formed, if possible, from some figure, turn, or run hitherto used, and leading by this 
means to a second theme or section in the dominant. 

For practice, let him afterwards always try to transpose part or all of this second theme or section into 
the tonic. To do this readily take a very simple form for the second theme, opening with some quickly 
recognised passage on the common chord. 

To a movement in C. To one in F majoi. To one in A minor. To one in G minor. 
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By this means the start of the transposition is rendered easy, and even if the player is not able to 
complete the whole theme or section, yet enough will have been done for the exigencies of form. 

THE BRIDGE. 
3. The bridge, or passage, by means of which we pass from the first section of our movement to the 
second, will present more difficulty to the student. While still progressing by four-bar rhythm, it is 
advisable that the termination of the melodic phrases should be less marked than in the theme itself. 

Supposing that the second section is to be presented in the dominant key, the object of the bridge is to 
pass, by simple modulating passages from the tonic, to some chord from which the wished-for dominant 
may be reached. Frequently its dominant {i.e. the supertonic of the original key) forms the desired chord. 
In the Mozart period this was the favourite way of approaching the second subject. 

ist Subject. Symphony in C major ("Jupiter"), Mozart. 
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End of Bridge with introduction of 2nd Subject. 
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Other examples may be found in Beethoven's Piano Sonatas. Thus, in Sonata 2 (Op. 2, No. 2), Sonata 4 
(Op. 7), Sonata 10 (Op. 14, No. 2), the modulation to the second subject is in each effected through the 
supertonic chord. 

Op. 2, No. z. 
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Op. 14, No. 2. 




(a) Start of first subject ; 

(6) Supertonic chord used to introduce — 

(c) Second subject in dominant. 

Frequently also the early classic writers in modern sonata form concluded the bridge with the 
dominant chord itself — 

Piano Sonata in D, Haydn. 
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Op. 10, No. 3 Beethoven. 
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The student has therefore to extemporize a short passage passing from the conclusion of the first 
section, and leading by means of the supertonic or dominant chord to his second section in the key of the 
dominant. Should he, however, choose some other key than the dominant for his second section, the 
dominant of that key will always afford an easy means for its introduction. 

The thematic matter, over which this bridge is developed, is usually taken from some previous phrase 
or figure. Thus, supposing a theme to have finished with the first two bars of the succeeding example, the 
following six might be added to form the bridge : — 
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Frequently, in the development of such a passage, it is easier to take a harmonic basis or modulating 
plan, such as, when passing from C to G, the following simple passage : — 



& 



-izr 



making the melodic figure follow this, or similar harmony. 

Exercise 20. — Taking the first two bars of the following exercises as the conclusion of the first theme, 
extemporize a bridge, leadmg into the second section, of which the first two bars are given. 

In io8 to 113 the bridge to pass from a major key to the major dominant. 
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Extemporize a bridge to 
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Extemporize a bridge to 
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Extemporize a bridge to 
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Extemporize a bridge to 



t:£^liLJL J• r r ? 



i'' i i *^- 



^ 



5 



112 



fa 



it 



W=^ 



J J Jl 






I 



i ) : r g S z»: 



Extemporize a bridge to 
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114 to 119. Themes in which the bridge is to modulate to the relative minor key. 
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Extemporize a bridge to 
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120 to 125. Themes in which the bridge is to modulate from the minor tonic to the relative major. 
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Extemporize a bridge to 
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Extemporize a bridge to 
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Exercise 21. — Extemporize an exposition, according to the plan given below, over any of the pairs of 
themes given in Chapter V. 

Plan for Exposition. 

1 1 I 1 I 1 



First tlieme or section. 



Bridge. 



Second theme or section. 



Exercise 22. — -Write ten examples — -containing first theme, figure for bridge, and second theme — 
capable of extemporary development, and submit them to your master for his criticism. 

Exercise 23. — Extemporize expositions in the presence of your master, he suggesting time and key of 
iirst subject and key of second. 

DEVELOPMENT. 

4. The short development or modulations which will now follow the end of the second subject will 
offer far less difficulty, as these passages can generally be made in the form of a sequential passage, making 
short and natural modulation, terminating in a dominant pedal by way of coda, thus by the dominant 7th 
returning to the recapitulation or repetition of the exposition, i.e., first theme, bridge, second theme. It will 
not be necessary, unless it come easily, to repeat the same bridge that was first used ; another similar 
passage will do equally well, leading to the second subject now transposed into the key of the tonic. The 
following may be accepted as the general rules governing the reappearance of the second subject : — 



Key in Exposition. 
Dominant major 
Dominant minor 



In Major Movements. 



Key in Recapitulation. 

Tonic major. 

Tonic minor. 



Beethoven has also occasionally brought the second subject in the key a major ^rd above the tonic, in 
which case, in the recapitulation, it appears in a key a major 3^^ below the tonic. {See Waldstein Sonata, 
Op. 31, and " Leonora " Overture.) 
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Key in Exposition. 
Relative major 

Dominant minor 



In Minor Movements. 

Key in Recapitulation. 
... Tonic major, occasionally tonic minor. 

{See Beethoven, Op. 2, No. i.) 
... Tonic minor. 

In Op. 13 (Pathetic), Beethoven brings the second subject to a movement in C minor in E flat 
minor ; in the recapitulation, he places it first in F minor and then in C minor. 

It is not necessary to transpose the whole of the second subject, if any difficulty is experienced in so 
doing. Provided the opening of the phrase is given in its proper key, the exigencies of form will have been 
complied with. After the second subject comes an extended coda, completing the movement. 

Exercise 24.— Extemporize complete movements on the pairs of themes given below (126 to 138.) 

Examples 126, 127, and 128 give the opening of the first theme, a figure for use in the bridge, the 
opening of the second theme, and a figure for use in the development, while both themes are given as they 
appear in the recapitulation, the second theme being properly transposed. 

The later examples (129 to 138) leave the choice of bridge and modulating figures, as well as the 
transposition of the second theme, to the student. 

Exercise 25. — Write ten sets of themes, consisting of : — 

(a) Opening of first section. (c) Opening of second section. 

(6) Figure for use in bridge. {d) Development figure. 

Submit them to your master for his criticism. 

Exercise 26. — Extemporize complete movements in the presence of your master, he suggesting time 
and key of first section, and key of second section. 

126 {a) ist Theme. 
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(6) Bridge Figure. 
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2nd Theme transposed to Tonic and also varied. 
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2nd Theme transposed to Tonic. 
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N.B. — In recapitulation the second theme must appear in B flat. 
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N.B.— In recapitulation the second theme will return in D minor. 
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N.B. — In recapitulation the second theme must appear in G major. 
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(ft) 2nd Theme in relative minor. 
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EXTENDED INTERMEZZO. 

5. The more extended Melodic Intermezzo (the shortened form of which as an "accompanied melody " 
we have already had before us) is not readily capable of treatment in sonata form. Referring to such 
examples as the Allegretto from the "Hymn of Praise" Symphony, or Guilmant's popular Cantilene 
Pastorale, we find that contrast is only obtained by an extended central section in a related key, to which 
after the return to the "accompanied melody" has taken place, no subsequent reference is made. 

Thus the form for the "Melodic Intermezzo" (one of the easiest forms in which to extemporize) may 
be thus given: — 
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Exercise 27. — Extemporize a "melodic intermezzo" on either of the following sets, the second phrase 
being for the opening of the central section. 
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Exercise 28. — Extemporize several melodic intermezzi in the presence of your master, he suggesting 
time and key, and character of central section. 

THEME AND VARIATIONS. 

6. The theme and variation offers to the intelligent musician perhaps the most interesting, if also the 
most difficult, form of extended prelude in which to extemporize. 

Here far more will depend on the fancy and imagination of the performer than has hitherto been the 
case. Few rules or suggestions can be given. The theme must, of course, be capable of variation, that is, 
it should present an easily recognizable harmonic basis, that at each recurrence the harmony may be 
discerned. The variations should grow in interest, the simple coming first, the more intricate later. 
Modern examples (as Rea's Andante con Variazioni, Hesse's Theme and Variations in A) show that a large 
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The student has now to extemporize variations; in this he should remember that if the melodic form is 
altered the harmony must remain more or less unaltered, while if the melody remain, the harmony may be 
freely changed. In this way only can the development of the theme into the variation be noticeable, since 
if both melodic form and harmonic basis be varied all connection with the original theme would become 
lost, although even cases of this occur in the works of the great masters. 

Exercise 29. — Extemporize variations on the following themes, commencing your variations as given 
below: — 
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147 Moderato. 
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Exercise 30. — Write six themes capable of extemporary variation, and suggest, by giving the first 
two bars, how these can be commenced. Submit them to your master for his criticism. 

Exercise 31. — Extemporize a " theme and variations " in the presence of your master, he suggesting 
time and key. 
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CHAPTER VII. 

TO EXTEMPORIZE SHORT POSTLUDES. 

1. Hitherto the student has been recommended to exercise himself in slow movements, as giving more 
time for thought, and making less demands on the vigour of his imagination. The postlude requires in its 
extemporization life, energy, and style, and should therefore be placed later. 

THE SHORT MARCH. 

2. The short march presents the easiest of all means of extemporizing a postlude. Let the theme be 
characteristically marked. It can be developed much on the same plan as the previous melodies have 
been, i.e. — 

March Plan. 



First section, tonic. 



Second section, dominant 
or other related key. 



Repetition of first 
section. 



A short introductory passage (not necessarily a trumpet fanfare) may precede the march ; the first 
section (of sixteen [i.e. two eight] bars, or of tw^enty-four [i.e. three eight] bars) may end either on tonic or 
dominant, and may be repeated. The second section (of nearly equal length to the first) may be in a 
related key, and will lead to the return of the first section of the march. This second part, from the 
commencement of the second section, may also be repeated. This will be followed by the trio (or central 
section), forming a contrast, and usually consisting of an accompanied melody, or of some quaint theme 
with peculiar registration. It may be built just like the march, in two divisions, and will lead either 
directly to the march, or to the introduction and then to the march, which may finish with a coda. The 
complete form may therefore be thus exhibited : — 



Short March Plan. 



Introduction, ad libitum. 
March. I 



First section, tonic. 



Second section, dominant 
or related key. 



Trio. 



Repetition of first 
section. 



First section of trio. 



First section, accompanied Second section, related 

melody. key. 

March repeated with Coda. 

The student will note that the recollection of each section, and particularly of the march strains, is of 
primary importance. 

Exercise 32. — Extemporize short marches, menuets, or postludes on the following themes : — Nos. i 
and 2 have the start of the trio given ; to the others the student is to make his own trio. 
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Exercise 33. — Extemporize a short march, with trio, in the presence of your master, he suggesting 
key. 

THE SHORT FINALE. 

3. The Short Finale is again but a slight advance on the short march in difficulty of extemponzation. 
A suitable theme, perhaps broadly designed on a tonic pedal (therefore easy of recollection), will have an 
extended middle section worked on somewhat of the same theme in the dominant or relative minor, and return 
to the opening theme to which a strong coda should be added to bring the whole to an effective close. Such 
short movements scarcely need (in fact are better without) a contrasting central section, which would seen: 
to demand a more extended development. 

The simplest form, therefore, in which these may be extemporized may be thus shown in pian- 



ist Section. 



Plan for Short Finale. 

2nd Section. ist Section. 



Coda. 



Tonic. 
(33 or 48 bars.) 



Dominant or relative 
minor. 



48 
Exercise 34. — Extemporize Short Finales on the following themes : 
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176 Allegro. 
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Exercise 35. — Write twenty March and Postlude Themes for extemporary development, and submit 
them to your master for his criticism. 

Exercise 36.— Extemporize Postludes in the presence of your master, he suggesting time and key. 
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CHAPTER VIII. 

TO EXTEMPORIZE LONGER POSTLUDES. 

I. The extended march may readily be extemporized by adding a second trio, and by extending the 
coda. The student is referred to Mendelssohn's " Wedding March " and " Cornelius March." 

It is not necessary to remember either trio, as they are not repeated. The extended march form can be 
thus given in plan : — 

EXTENDED MARCH PLAN. 

March. First trio. March, with or Second trio. March, with coda. 



First section. Second section. Repetition. without repeats. 

Exercise 21. — On the themes given in Ex. 19 extemporize extended marches, adding new second trio 
(Nos. 149, 150, 151, 152, 153, 156, 159, 163, 167. 

MODERN BINARY MOVEMENT. 

2. We now approach, in the overture and modern binary movement, the highest form of extemporiza- 
tion. Both may be prefaced by a prelude or introduction, in which no special form need be apparent, but a 
bold striking effect be aimed at that may arrest the attention. It should not be too greatly developed ; 
then must follow the binary movement. Let the first theme be clear and easy of recollection. In the 
case of the overture, it will immediately be repeated ; then will follow the bridge leading to the second 
subject. Again, it should be pointed out, that the second subject having to be transposed, should be simple 
at its start ; the coda that follows may work up to a broad climax. The development will offer more 
difficulty. Frequently, however, the themes will contain some phrase which can readily be treated as a 
sequence of modulation, being repeated in ever varying keys. Beethoven put the second subject of his firsi 
piano sonata to such a use, while in the first movement of the "Pathetic" he so uses the first theme, turning 
it over, however, to the bass. Remember the use to which, in the development in the Overture in C for 
military bands, Mendelssohn puts the little phrase : — 
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Should the development flag, interest may be sustained by introducing a new broad theme in semi- 
breves and minims — a device frequently resorted to by Gade — and thus, passing from this, we reach the 
recapitulation. To what extent the coda may be developed, will depend on the subject and on the player. 

Plan for Binary Form. 
{a) Prelude or introduction ad libitum. 

(b) Exposition, i.e., first theme, bridge, second theme, coda :|| N.B. — In overture first theme 

immediately repeated. 

(c) Development. Possible introduction of broad theme in semibreves and minims. 

(d) Recapitulation of exposition, but with second theme in tonic; coda. 

Exercise 37. — On Sets 181 and 182 below extemporize overtures. No. 181 without prelude, No. 182 
with prelude and development theme. 

On Sets 183 to 191 extemporize modern binary movements in Nos. 183, 184, and 187, using development 
themes given. 
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183 ist Subject. 
Allegro moderato. 
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Modern Binary Movement for Sonata in B flat, 
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186 ist Theme. Allegro 
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Modern Binary Movement for Sonata in D minor. 
188 (a.) ist Theme for Sonata in D minor. {b) 2nd Theme (F major will recur in D major in Recapitulation). 
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Modern Binary Movement for Sonata in D major. 
189 (a) ist Theme. ^ (Opening of Easter Hymn.) 






(6) 2nd Theme. i 

(Derived from " But Thou didst not leave.") 
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Modern Binary Movement for Sonata in E Minor. 
190 ist Theme. Allegro risoluto. 






2nd Theme in G major. 
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N.B. — 2nd Theme vi^ill recur in E major 
in recapitulation. 
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THE FUGUE. 

3. The extemporization of a fugue is of such extraordinary difficuUy that only the extremely talented 
few can ever attain in any way to it. Beyond the study of harmony it demands a perfect knowledge of the 
art of counterpoint and fugue. 

The extemporization of a " fugato " or fugal movement is not of so great difficulty, not demanding such 
great resources of skill. To attain this, let the student, who has studied fugue, attempt to extemporize 
short fugal expositions. In these he will find that his counterpoint must be purposely thin at first, and 
devices such as " added thirds " be frequently of help. The episodes may be more or less free, have little 
reference to the fugue theme. A species of counter-exposition in the middle will keep up the fugal idea, 
while to this can succeed a second episode and the pedal point. 

He, who can do even this much, moderately well, may count himself a clever extemporizer. 

Exercise 38. — Extemporize "fugatos" or fugal movements on the following themes: — 
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Exereise 39. — Write twelve fugal themes for extemporary development, and submit them to your 
master for his criticism. 

Exercise 40. — Extemporize fugatos in the presence of your master, he suggesting time and key. 
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CHAPTER IX. 

ON THE USE OF THE HYMN-TUNE IN EXTEMPORIZATION. 

1. The organist is so frequently obliged to make use of a hymn-tune in his extemporization, that it 
will, perhaps, be best to devote a separate chapter to the various ways in which this may arise. The 
ability to treat skilfully the melody of a hymn-tune will frequently enable him to produce suitable 
voluntaries for special festivals or other occasions, whereby he can maintain the prevailing idea of the day. 

ON EXTEMPORIZING AFTER THE CONCLUSION OF A HYMN. 

2. This, the only piece of compulsory extemporization during Divine Service, is at once one of the least 
artistic, as it is one of the most awkward, occasions in which the organist's power is called into play. 
Since the period during which he will have to extemporize is to him unknown, no definite movement form 
can be adopted. Yet this by no means implies that the so often heard "mooning" from chord to chord 
is necessary. 

Supposing the hymn to have been, "O God, our help in ages past," and the tune the well-known 
"St. Ann's"— 
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Short Methods. 

Plan i. — After the "amen" make a short modulation to the dominant key of G, and, modifying the 
melody of the tune, extemporize a sixteen-bar theme, beginning thus : — 




Should this prove nearly sufficient, a coda of four or eight bars, with a rallentando, will bring your 
improvisation to a graceful termination. 

Plan 2. — After the "amen" proceed as before, by a short modulation to the key of the dominant, and 
then play over the first line of the tune (reharmonizing it if possible). At the end of this line extemporize 
four bars, over some easy figure, leading to the second line, which can also have fresh harmonies. Again 
play four extemporaneous bars between lines two and three, and after playing the third line, again between 
lines three and four. After line four a short coda may conclude the whole. 

Plan 3.— Proceed as before to the key of the dominant, place the melody of the hymn-tune as a tenor 
solo for the left hand on diapasons or swell reed, and accompany with the right hand, arranging the parts, 
and, where possible, putting fresh harmony. Add a short coda. (See Smart's Choral, Variation 2). 
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Exercise 41. — Extemporize according to Plan i, taking the following as the hymn-tunes, the 
melodies of which you will modify as you find necessary: — 

1. The Old Hundredth. 

2. Tallis' Canon. 

3. "Abide with me." 

4. "O come, all ye faithful." 

5. St. Matthew. 

6. The Easter Hymn, 
Exercise 42. — Extemporize according to Plan a over — 

I. Winchester (Old), 
a. Melcombe. 

3. St. Bride's. 

4. St. George (" Christ the Lord is risen to-day "). 
Exercise 43. — Extemporize according to Plan 3 over — 

1. "0 filii et filise" (" sons and daughters let us sing"). 

2. "Christians, awake." 

3. " Hark, hark, my soul." 

4. " Nearer, my God, to Thee." 

Exercise 44. — ^Take the opening lines of ten tunes, and write melodic modifications of them to submit 
for your master's criticism. (See also next paragraph). 



Longer Methods. 

If the organist knows that the period during which he must play is of longer duration, more artistic 
means are available to him. 

Plan 4. — After preparing the way for recommencing in the key of the hymn-tune, by making a short 
modulation to the key of the dominant, the melody of the tune may be modified, so that it may be used as a 
theme for an andante or melodic intermezzo. It should, however, be noticed that the stiff, regular 
progression of the hymn-tune itself will always be the better if made more melodic. The modifications, of 
which a tune is thus capable, are very many and various. For instance, " St. Ann's " may be thus adapted 
to become a suitable theme : — 
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Plan 5. — The tune itself may be treated as a theme for variations. This plan proves of great use, 
since the player can readily terminate his extemporization, while, in an andante movement the need for a 
sudden termination frequently spoils his efforts. 

In what way these variations on a hymn-tune may be made, the student may readily see by referring 
to Smart's Choral with Variations, or, to a still more classical example — Mendelssohn's Sixth Organ 
Sonata. 

Smart's Choral with Variations. 
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Mendelssohn's Organ Sonata, No. 6. 
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Several specimens of variations on chorals by Bach will be found in " Bach's Organ Works " (Peter's 
Edition, vol. v.) 

Exercise 45.— Extemporize, according to Plan 4, over hymn-tunes selected by your master. 

Exercise 46.— Extemporize at least four variations over hymn-tunes selected for you by your master. 
In each case conclude the whole by making a fit cadence at any point at which he may, for practice, see fit 
to stop you. 
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ON EXTEMPORIZING A PRELUDE OVER A HYMN-TUNE. 

3. If the contrapuntal powers of the extemporizer be well developed, an excellent introductory voluntary 
or prelude over a hymn-tune may be played. It is advisable to take some contrapuntal phrase easy of 
manipulation, extemporize eight bars ending on the dominant to serve as introduction, and then work in 
the tune, line by line, allowing about four bars between each as interlude. To what extent this may be 
done, the student may see by turning to the hundreds of developments of chorals which Bach has left us. 
The opening bars of several specimens are appended. Even the so-called Giant Fugue itself is only another 
example of this. Some very beautiful modern examples are to be found in Merkel's "Zwei Ausgefiihrte 
Chorale und Fuge mit Choral " (Op. 12). The opening to the first of these is also appended : — 
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Schmucke dich. Bach (Peters, vol. vi., p. 50). 
Choral. Bars 11, 12 and 13. 
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This development by Bach was a great favourite with Mendelssohn, who included it in his organ recital at the Thomas 
Church, in aid of the fund for the Bach Monument at Leipzig, August loth, i84o. 
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Wachet auf (" Sleepers, wake ") Bach (Peters, vol. vi., p. 72). 
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Bars 13 and 14. 
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Nun danket alle Gott (" Nov5r thank we all our God ") Bach (Peters, vol. vi., p. 34). 

Bars 5 and 5. . 




Merkel's Development. Choral, " Straf mich nicht." 




In each of the above cases the opening bars have been given, followed by the bars in which the choral 
commences. 
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Exercise 47. — Extemporize preludes or introductory voluntaries, using the contrapuntal figures and 
hymn-tunes as suggested below : — 
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Tune, " Holy, holy." 
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Tune, " Easter Hymn. 
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ZZZ 



&c. 



216 Figure. 



i 



^ 



1^ 



-J^JJ j^Ti 



^ 



SE 



J , J ^ J J jTT ^It^ 



r=r 



1=" 



i 



^ 



T=^ 



;?2= 



Tune, " Now thank we all " (Nun danket) 

\ \ d ^ 



-r^ 



f 






-rzT' 



irzzj 



t \ F I r f 



:-t^ 



&c. 



THE HYMN-TUNE AS CENTRAL SECTION OF A SHORT ANDANTE OR INTERMEZZO. 

4. In a short andante, the hymn-tune will frequently adapt itself as a basis for the central section. 
Smart was particularly fond of using a choral-like phrase in this manner, usually varying it with some light 
flute passage. The student may refer to the " Quasi Pastorale " (No. 6 of Twelve Short and Easy Pieces, 
Novello Series, No. 12) and to the " Allegretto Pastorale " in G. 
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An excellent example of the use of a hymn-tune as central section of an intermezzo is afforded in the 
second movement in Mendelssohn's Lobgesang Symphony. 

Exercise 48. — Extemporize preludes in the presence of your master, he selecting the hymn-tune. 

Exercise 49. — Extemporize a short andante movement, using a hymn-tune as central section. 

Exercise 50. — Extemporize a melodic intermezzo, using a hymn-tune as central section. 

THE HYMN-TUNE IN THE POSTLUDE. 

5. In a similar way to that adopted in the prelude, but of course in a style suitable to the altered 
circumstances, a postlude may be developed over a hymn-tune. An excellent example of this is to be 
found in Merkel's Op. 100, No. 4, in which the melody of " Sleepers, wake " is thus treated. The first 
eight bars serve as introductory symphony, after which the melody is taken, line by line, interludes occurring 
between each. The first four bars, and also the opening of the first line of the choral, are here appended. 



Merkel, Op. 100, No. 4, " Sleepers, wake." 
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Exercise 51. — Extemporize postludes over hymn-tunes, chosen for you by your master. 

It is only necessary to casually point out to the student that in order to give an ecclesiastical tinge to 
his sonata movement, the choral, or hymn-tune, may be used in a variety of ways : — 

1. In the introduction to the binary movement. 

2. As first or second subject. 

3. As broad subject for introduction in the development. 

4. As climax of the coda. (See Smart's Fantasia with Choral. 



EXTEMPORIZATION BEFORE THE ANTHEM. 

6. Though not strictly within the limit of this chapter, yet as the style is somewhat similar, a few 
words may be added on extemporizing before the anthem. 

It will generally be best, especially if your anthem opens quietly, to modify and adapt the opening 
phrase, and develope it as a short andante, in which case frequently a later phrase in the anthem will lend 
itself readily as the opening of the central section, or as the second subject. The organist must always 
bear in mind, however, that his performance is to serve as an introduction to the anthem, and must not, 
therefore, be incongruous in style, or of such a nature as to detract from the merits of the work to 
follow, by placing it in any strange light. 
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Exercise 52.— Extemporize introductions to the following anthems, to which, ia several cases, possible 
first and second subjects have been given. 
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" God is a Spirit." Bennett. 




2nd Theme. 
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" O love the Lord." Sullivan. 
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"God is gone up." Croft. 
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Exercise 53. — Extemporize introductions to anthems chosen by your master. 
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CHAPTER X. 

TO EXTEMPORIZE EXTENDED FANTASIAS. 

1. Finally, it only remains now to show the possibilities of grouping the extemporization of several 
movements together to produce the effect of one whole. 

2. A simple fantasia may thus be easily formed by grouping together the prelude (somewhat more 
extended, perhaps, than when it occurred before a sonata movement), following the prelude by an andante 
or melodic intermezzo, and concluding with a finale or extended march. This form was most successfully 
used by Merkel in some of his fantasias. 

A Fantasia Plan. 



Prelude. Andante. Finale or March. 

3. Another form may be obtained by combining the theme and variations with the finale, march, or 
modern binary movement. 

Second Plan. 

I 1 I 1 



Theme varied. March, Finale, or Binarj' Movement. 

4. Lastly, now that the student has been shown the method of extemporization of all the varied 
movements, he may crown his work by extemporizing a complete sonata with— 

(a) Prelude or introduction. 
(6) First movement. 

(c) Andante or theme varied. 

(d) Menuet in march form. 

(e) Finale. 

5. However difficult the first attempts at extemporization may be, if the student has but a very moderate 
amount only of musical fancy, he is, with careful and patient practice, bound to achieve a satisfactory 
result. The writer of these lines has abundantly proved, both in his own case and in that of many of his 
pupils, that, given but a small amount of musical imagination, it only needs the same assiduity of study 
and constant and careful application as is given to other studies, to attain a considerable amount of 
success in this most neglected but most beautiful branch of musical art — the Art of Extemporization. 
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